Relief legislation of the late eighteenth century and England's national support of the French clergy" (204) . But in fact the Gordon riots of 1780, which left close to 300 dead in London, make it patently obvious that there was strong if not hysterical sentiment against any attempt to loosen the restrictions on Catholic emancipation every step of the way. This current critical controversy, however, simply repeats a very similar one conducted some seventy years ago between Joyce Tompkins and Montague Summers.
The stark differences in opinions on this issue can be resolved by recognizing that an 2 "either/or" explanation will not suffice, but that in fact a "both/and" method is the more accurate way of accounting for the bifurcated ideological agendas that can be found in the hundreds of Gothic texts that were published during the 1780-1829 period.
Gothic literature can best be understood, I would claim, as part of the Western secularization process or perhaps it is best to say that it is cultural work that reveals the drive toward secularization on the part of the elites and middle classes throughout Europe, from roughly1780 to 1850.
1 But in order to modernize and secularize, the British Protestant Imaginary needed an "other" against which it could define itself as a culture and a nation with distinct boundaries. In Gothic literature, a reactionary, demonized, and feudal Catholicism is created in order to stand in opposition to the modern Protestant individual who then alternately combats and flirts with this uncanny double in a series of cultural productions that we recognize as Gothic novels. Although it has long been a critical truism to claim that the Gothic is anti-Catholic and anti-clerical, I will argue that 1 As Robert Miles sees it, England and, I would claim, Germany and America viewed the Protestant Reformation as "unfinished business," and so the Gothic became popular because it displayed "the deformities of Catholicism [,] held them up to the reader for the purposes of Protestant delectation" (84). But, as Miles notes, "anti-Catholicism is frequently a screen for national concerns," meaning that for him the Gothic is actually much less concerned with religion per se and much more focused on anxieties about the new sources for political and social legitimacy, or the lack of them, in a society that had suspended the Divine Right of Kings and had no plausible replacement on hand. I explore these issues in much more depth in my recent book Gothic Riffs (2010).
3 the issue of religion's uncanny presence in the period's literature is much more complex and conflicted. Yes, the "whiggish" Gothic aesthetic is anti-Catholic, but in its bid to establish a (false) pedigree for itself, it is also nostalgic, reactionary, and in thrall to the lure of an earlier feudal, aristocratic, and Catholic past. There is no question that British writers recognized the power of the Gothic to seduce its readers with ambivalent and confusing messages. An analysis of many Gothic works reveals that the Gothic needs to be understood as a powerful ideological discourse-system that kept specters and apparitions of the sacred as well as the demonic alive at the same time that it castigated the failings of a formal, institutionalized religion that it wanted to forget it ever embraced.
As a major component of the secularizing process, the Gothic aesthetic anxiously looked both backward and forward at the same time, torn between reifying the past and anxiously embracing a future it could not quite envision.
There is no question that the bourgeoisie of Enlightenment Europe sought to embrace secular ideals as they understood them: self-control, commercial enterprise, education and the values of literacy, nationalism, legal rights, and civic values like "virtue" and "reason," and increasingly the novel developed to reify this ethos. As Angela Keane has claimed, "Novels stood to Protestant, Whiggish progressivism as romance stood to regressive, Catholic feudalism. . . .
[Therefore] the later part of the eighteenth century produced a new, if ambivalent fascination with the pre-modern epistemology and its cultural and political signs, not least its national signs" (24). The
Gothic imaginary, however, is a distinctly hybrid genre, neither purely a novel form nor purely a romance. Able to assume different shapes and accomplish contradictory ideological work, the Gothic could be Protestant (Sage et al.) as well as Catholic 4 (Summers and Purves) at the same (confusing) time. It also could present a "pre-modern epistemology" at the same time it denounced such nonsense. For David Punter, "the code of gothic is thus not a simple one in which past is encoded in the present or vice versa, but dialectical, past and present intertwined, each distorting each other " (1980; 418) . In a similar manner, I would argue that the process of secularization that occurs in the Gothic is not a simple forward-moving trajectory that we would recognize as the Enlightenment project, but more of an oscillation in which the transcendent and traditional religious beliefs and tropes are alternately preserved and reanimated and then blasted and condemned by the conclusion of the work. The Gothic aesthetic anxiously splits, then, between an evocation of the religious and feudal past and a glimpse of the emerging secular, between the importance of the pre-capitalist human community and the newly modern individual in the public sphere.
While early critics of the Gothic like Joyce Tompkins conclude by seeing the demonization of Catholicism as motivated by the Protestant reading public's attraction to the "lurid" (274), the devoutly Catholic Montague Summers (1880-1948) boldly pronounces in his Gothic Quest (1938) that the Gothic should be read as a nostalgically romantic "revival" of the supernatural beliefs of Catholicism. Writing in opposition to anti-Catholic Surrealists such as André Breton (1896 Breton ( -1966 , who had claimed the Gothic's use of dreams and the irrational as the basis for Surrealism, Summers noted that "there is no true romanticism apart from Catholic influence and feeling" (390). It is surely no coincidence that the uncanny as defined by Freud was adapted by Breton in 1937 in his own attempt to claim the Gothic and the pleasure-principle as the origins for Surrealism. In his appropriation of the uncanny as a manifestation of the fears and 5 phobias of the dark unconscious, Breton has been accused of reducing the Gothic to a purely psychological category, a "primal psychomania," according to Baldick and Mighall. For them, Breton's approach would make the Gothic personal rather than political, and it would fail to situate the genre within its fuller "whiggish" context: its need to condemn "the twin yoke of feudal politics and papal deception, from which
[Protestants] had still to emancipate themselves" (219):
Gothic novels were set in the Catholic south because, 'without great violation of truth,' Gothic (that is, 'medieval') practices were believed still to prevail there. Such representations drew upon and reinforced the cultural identity of the middle-class Protestant readership, which could thrill to the scenes of political and religious persecution safe in the knowledge that they themselves had awoken from such historical nightmares. (219; internal quotation from Walter Scott)
While I certainly think there is no question that many of the period's Gothic texts conform to this pattern, there is also a concurrent tendency to look backward to the lost traditions of the past with nostalgia, or with "the pain a sick person feels because he wishes to return to his native land, and fears never to see it again" (OED).
To not recognize that cultural productions contain both strands, that is, gestures toward nostalgia and reform, is to fail to appreciate how easy it is to be haunted by that which we have supposedly left behind. Indeed, it would seem that one of history's most vital lessons is that cultures require hundreds of years to absorb radical change into their social imaginaries, and the changes that Western Europe underwent, moving from the Renaissance to the "modern" society of the 1848 revolution, were traumatic indeed.
6
From the religious and intellectual upheavals that occurred during the reign of Henry VIII to the "Glorious Revolution" of 1688, England entered the eighteenth century in the grip of both scientific rationalism and spiritual uncertainty and anxiety. France and Germany went through similar, although certainly not identical, reformations, revolutions, and transformations. As Maurice Lévy has observed, the 1688 Revolution by which the Protestant ascendancy was finally established was much more important for the development of the Gothic than was the French Revolution because "in some sense the fantastic is a compensation that man provides for himself, at the level of the imagination, for what he has lost at the level of faith." For Lévy, the Gothic is not, however, a simple textual substitution for discredited religious beliefs, but instead "a genuine expression of profound religious malaise" (qtd. Porte 42). But I would claim that there is a good deal of textual substitution being enacted, and one of the primary substitutes is the corrupt monk, the perfidious Jesuit, or the Grand Inquisitor for the devil.
The devil, of course, was the ultimate external and assaulting force on the soul of humanity, and for centuries Western consciousness was preoccupied with battling this wily opponent. A major move in displacing the devil from his dominance occurred in 1736 when the British Parliament banned all laws that would have allowed courts to convict anyone of demonic possession or witchcraft. Certainly, the passage of this law was a Protestant triumph because, as Lennard Davis notes, the "Catholic Church was seen as having the inside track on exorcisms, and banning the idea of possession was in effect a way of banning popery in general" (33). Just five years earlier in France, the last man to be tried for witchcraft and sorcery was the Jesuit Jean-Baptiste Girard, accused of seducing a nun under his spiritual direction (the specific charge was "spiritual incest") in republics" (215). While I do not have the space here to explore the racial or colonialist agenda of the Gothic, I will say that demonizing others on the basis of gender and race went hand in hand with objectifying others on the basis of their religious beliefs. Indeed, the drive to efface and punish any subjectivity that was other than white, male, and Protestant was part and parcel of the Gothic strategy. occurred when the concern for and emphasis on earthly "human flourishing" replaced the high value that had been placed on accumulating "merit" in the afterlife: "I would like to claim that the coming of modern secularity in my sense has been coterminous with the 11 rise of a society in which for the first time in history a purely self-sufficient humanism came to be a widely available option. I mean by this a humanism accepting no final goals beyond human flourishing, nor any allegiance to anything else beyond this flourishing.
Of no previous society was this true" (18).
Although Taylor does not specifically address the Gothic, he might well have, for
Europe both before and after the French Revolution was in the grip of both religious angst and political terror, and the emergence and transmutation of the Gothic mapped those fears on a broad cultural terrain. Certainly by 1780 the "philosophic" movement in
France had built an extremely strong case against religion as a species of "superstition"
and the prop on which a corrupt political apparatus rested. Proponents of a variety of Enlightenment ideologies-scientific experimentation, mechanistic philosophy, materialism, Naturalism-challenged the animistic conception of the universe that had been constructed by traditional Christian beliefs. In their attempt to establish a new society based on the realities of matter or the organic cycle of birth, growth, and decay, these epistemologies endorsed the scientific principle and the notion that the processes of life and matter occurred without recourse to a belief in spirit or the supernatural. But as various theorists of the decline of magic and superstition have noted, one cannot simply attribute the changes in beliefs that happened at this time to the success of the scientific revolution, the increase in urbanism, or the spread of various Protestant self-help ideologies. As Keith Thomas has concluded, "if magic is to be defined as the employment of ineffective techniques to allay anxiety when effective ones are available, then we must recognize that no society will ever be free from it" (668). Indeed, as
Thomas notes, explanatory supernatural theories were rejected throughout most of 12 England well before effective techniques to explain medical and natural events were developed. And it is precisely in this historical gap-between the decline of magic and the rise of science-that the Gothic imaginary emerges.
Another possible way to approach the secularization thesis would be to ask, how did the West, at least ideally, evolve the values of universal human rights, suffrage, equality between the sexes, companionate marriage, and toleration of religious and cultural differences? Jürgen Habermas has claimed that the crucial component in explaining modernization can be found in the development what he called a textual society in which readers were unified rather than divided into hierarchical social classes.
The development of this broad-based literate public sphere was characterized by a printbased culture and literary texts that extolled the "whiggish"-bourgeois values of individuality, duty, loyalty, equality under the law, public education, and freedom of choice. But these social, political, and legal developments did not occur seamlessly or without a fairly contentious interaction with previous modes of largely religiously enforced patterns of behavior and thought, and this is where the vexed topic of secularization enters the discussion.
That is, in order to modernize, the newly bourgeois citizen of the secular city (the newly evolving nation-state) had to reject the archaic and superstitious beliefs of the past and embrace a brave new world of reason and "natural supernaturalism," a society in which the increasingly feminized and domesticated middle class family replaced the hierarchical family proffered earlier by the Church and King. What I am calling the earlier, feudal, aristocratic, and ecclesiastical family/clan (or way of positioning and understanding oneself in a hierarchical cultural structure) was replaced during this period 13 by a new political and familial structure-nationalistic, bourgeois, individualistic, personal, and conjugal-and it was in the oscillation and struggle between these two competing "families"-these two social, religious, political, and cultural formationsthat the uncanniness and anxiety in the Gothic imaginary was created. Because this culture could not turn away from God, it chose to be haunted by his uncanny avatars:
priests, corrupt monks, incestuous fathers and uncles. The Gothic was, in fact, extremely effective at keeping all of the ne plus ultra of the supernatural alive, for instance, ghosts, witches, necromancy, exorcism, the occult, and the devil. The repetitious trappings of the uncanny and what I would identify as animism or magical thinking continue to permeate the reading materials and theatrical performances that the lower class and newly bourgeois citizens attended in Britain, France, and Germany, but they did so in performances that sometimes explained away the supernatural in favor of the codes of the Enlightenment: reason, order, and clarity, and sometimes they did not.
In the British Gothic imaginary, the Illuminati became interchangeable with the Jesuits because both groups were secretive, fanatical, and anti-Protestant. Novels like we feel we suffer as much from an illusion as from truth, our sufferings lose all dignity and all consolation" (157). Shortly later, however, the narrator explains how that illusion has replaced truth when he notes, "In Catholic countries, . . . religion is the national drama" (165). But the publication date-1820-was late and by the time Balzac wrote his own satiric and ironic sequel to the novel, Melmoth Reconcilié à L'Eglise (1835), the date was even later. France during the 1830s had been racked by anti-Catholic riots and 16 attacks on Catholic churches that recalled those of the earlier Revolution. Balzac's novel is in fact less a hommage than a bitter retort, suggesting how absurdly impossible it would be for a writer like the Huguenot Maturin, who had spent hundreds of pages depicting the horrors of the Inquisition or of scheming Jesuits attempting to steal a young man's inheritance, to ever be reconciled to such a monstrously corrupt institution.
Traces of an almost cartoonish Catholicism 4 -like the public deathbed confession, the belief that the dead can return as spirits (usually carrying blue lights) to demand vengeance or at least a decent burial, the notion that suffering is inevitable and serves a purpose in the cosmic scheme of things, or that the devil can assume the form of a beautiful young woman in order to trick people into losing their everlasting soulscontinue to appear in Gothic works as what I would identify as the residual uncanny, the persistently strange and yet seductive elements of this earlier system of belief. The question is: To whose benefit was it for the lower classes to continue to fear the Catholic was the first Whig "prime minister" of England, while Matthew Lewis served as a Whig member of parliament for one term. The Whig's agenda was, as Haydon and others have observed, deeply invested in anti-Catholicism, and one of their methods was clearly to take to the road of ideology and propaganda, hence the Gothic imaginary. The secularizing of the uncanny, then, is an attempt by a modernizing, Protestant-inflected social imaginary to strip these atavistic practices of their power and, indeed, the magical properties that they still seemed to hold over the public imagination.
Because the anti-Catholic agenda is so voluminous and because it has at least three emphases (see above), this essay can only touch briefly on some of its major manifestations. First, the emphasis on the sexual perversion of a celibate priest or monk, as seen in Lewis's novel The Monk and later in the notorious Maria Monk narratives, can be traced, as I mentioned earlier, to the case of Father Girard, a French Jesuit accused of seducing one of the nuns over whom he had spiritual direction: Mary Catharine Cadière.
This case was so notorious in France that it spawned a virtual publication industry in chapbooks and pornographic materials, and became a play in 1732 in the hands of the In addition to the sexual perversion theme, there is a clear focus in a variety of Gothics on clergy as political meddlers, practitioners of "priestcraft," and orchestrators of the Inquisition, which they are seen as being keen to import to British soil. As Jacqueline
Howard has observed, popular fiction in the 1790s had "a strong anti-Catholic bias" The Walpole family at Houghton is presented as one of the "good" families that Spelman 20 discusses, one that did not profit from seizing holy property and defaming it in "sacrilege," but his neighbors in this area included "the named and shamed," those who "walked in a landscape where certain buildings and parcels of land were thought to carry For Scott, Catholicism posed a political and nationalistic threat to Britain, stating that he believed that "feudal tyranny and Catholic superstition continue to exercise their sway over the slave and bigot, and to indulge the haughty lord, or more haughty priest, that sort of despotic power, the exercise of which seldom fails to deprave the heart and disorder the judgement" (I, 198 Literary critics have long been puzzled by the Gothic. Hyperbolic, sprawling, embarrassingly melodramatic and sentimental, ideologically contradictory, the genre has been the unwanted stepchild of the romantic period since its inception. For many years, in fact, the Gothic was quietly ignored, tucked away like some odd family relation that was better off kept in an asylum. And when the Gothic was brought into the light of day, dusted off, and scrutinized, critics were confused about exactly what they were examining. As the Marquis de Sade suggested, the Gothic arose during a time of not simply political revolution, but of rapid intellectual, social, economic, and religious upheaval, and in many ways the new discourses of Sentimentality, melodrama, and the Gothic contained within themselves both their ostensible concerns-containment of anxiety about the forces of change-as well as their opposites-rampant flirtation with and exploration of those fears.
The Gothic arose at a time when this culture was attempting to school itself in a variety of empiricist protocols and repudiate a long-standing system of "magical" beliefs, superstitions like ghosts, witches, the mysterious powers of saints, the Virgin Mary, confessions, bread and wine, and, for the most extreme of rationalists, perhaps the existence of God and the soul itself. While William Hogarth's famous print, "Credulity, Superstition, and Fanaticism" (1762), satirizes the notoriety of a number of contemporary superstitions, it also reveals ironically that reforming Protestant sects were as invested in a variety of superstitions as Catholicism had been. Hogarth's print represents one side of 22 the secularized mind's disdain for antiquated beliefs of the past, in this case Methodist enthusiasts, but it clearly does not represent the full range of the European imaginary, as witnessed by any number of popular and widespread Gothic illustrations and performances that suggest that the Enlightenment world-view was not a psychic space that everyone was quite so quick to enter. 6 Indeed, there were no talismans against that ultimate embodiment of the uncanny, our consciousness of our own eventual deaths, and it was this realization that emerged so clearly in the majority of Gothic works.
Death would appear to be the ultimate embodiment of the obsessive uncanny other, that aspect of our environment that we cannot control with recourse to charms, omens, or some sort of magic. This was a culture in which science had successfully provided many answers to questions that had been mysterious or inexplicable in the past, but the Enlightenment project could not explain the ultimate conundrum: how to live with the knowledge of our own eventual demise. That question, as Freud and more recently Ernest Becker have shown, haunts the psyche to such an extent that there is no escape from it except through repression, rationalization, or finally demonization of others who threaten the "death-denying" ideologies that we have created in order to deny our knowledge of death. The Gothic aesthetic arose when the plausibility and explanatory force of magic and superstitious beliefs declined and no clearly consistent or satisfactorily definitive system arose to answer the questions and anxieties that inevitably continued to persist. In its repetitive recourse to unresolved spiritual issues, the Gothic mediates present and past, living and dead, Protestant and Catholic, modern and antiquated.
